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1 . Using a Crescendo (<) Mark 
This plain, horizontal drawing is too explanative. Use a 
crescendo mark, which is shaped like 'ku' in the Japanese 
phonetic alphabet. 
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The neck done with a crescendo mark 
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The key to battle action shots 
is deformity. It is important to 
make the person who gets hit 
look like he has really been 
hit. 
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The trunk of the body done 
with a crescendo mark. 
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ng Hairstyles Hair can yield effects to the movement and power in the scene. By fluttering the hair or by 

adding gradation to the liead movement, a sense of speed may be expressed. 
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Gradation: speed lines in conjunction Fluttering hair done in normal black, 
with the direction ot the efteci 
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Try this technique to increase the force even more. 


Force and the 
sensation of 
speed can be 
expressed 


ase 

upon the space 
they are in. Hair 
that dances in the 
air and clothing 
that flutters, as 
well as flying 
blood and sweat 
can become 
effective items for 
expression. 


flying blood 


flying liquids like sweat and spil along with dirt 
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Don't draw images 
possessing a speed 
that cannot be 
captured with a 
camera or on film 
with solid lines. 
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9. Drawing Many Sections 2 


Conveying the sensation of speed with the attacked-character 



Draw the character in a neutral 
position at first. 



By moving the upper-body and 
neck, the range which the head 
that can move becomes quite large. 



• Draw the heads all the same size. 

• Make sure the head doesn't stray too far away from the torso. 


Hint: draw lots of 
marks like this. 



Head Angles From Different Ways Punched 




The head turns according to the angle 
and direction in which it was attacked. 



When expressing repeated 
blows, choose only one 
focal point. This should 
either be the middle of the 
head or the chest. 
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From one single pose of the attacker, any of the three poses of 
the character that was attacked can be used. 


















Interna! bleeding resulting When s! 

after having the neck lines to ( 

strangled. Adding oblique 
lines makes tlie area look 
bruised. 

Lacerations from a blade or kniie 
should be sharp. 

This has been composed with the 
cur^/ed lines drawn along the curved 
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UNCHES, Kicks and Slaps 





















Lower Level 
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Changing the 
and torso can 
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Only the direction of the face 
changes while the body still 
remains facing forward. 
However, the impact will 
cause the body to lean 
a little towards the 
opposite side that ms hit. 
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3. Upper-cuts 





Draw the attackect- 
character's neck a little 
on the long side. 










A long, wind-up variation. Bending the 
attacked-character's body like a bow. lets 







to the chin was powerful enough to raise 
the entire weight of the body. 
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Be sure and show the attacked-character's jaw even if attacked directly 
from the side. 


Showing the side 
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that the blow was 
delivered 

diagonally instead 
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attacked-character’s face. Using a close-up on the attacked 
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Drawing the fist 
above the jaw can 
better show the 
force of the 
perc 













4, Kicking to The Head - Upper Leve 


circumstances 


your taste^ the 
effect lines vary 
by the types of 
kicks delivered. 


Kirkftct ai'tfa 












Bending the line a little from the 
ankle to the tiptoe make the kick 
look sharp. 


Drawing cnr^jecJ eftect -ines 
fesulis in a downward heel kick 










5. Punched Faces - Front View 
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If the head, torso and waist are 
all in the same direction {i.e. no 
twisting in the lower 
esftremities), the body won't 
took like it is punching. 


Good example 


Twisting the waist and leaning 
the borty forward creates a 
'punching' atmosphere. 
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Simple Ways to Draw 





The chest 
faces toward 
the opponent. 


The leg on the 
opposite side of 
the punching 
arm sticks out. 
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The centerline of the waist 
faces in the opposite 
direction from the 
centerline of the chest. 


The chin in an upward 
position renders a 
sense of desperation. 
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The waist faces 
in the opposite 
direction of the 
opponent. 



You can draw 
the fist upside 
down too. 


Looking at the opponent and punching through the 
iine of sight with the chin down makes for a cool 
effect. 
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Series of Shots 
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1) Right before im 
towards the hand. 


impact - The tine of sight looks 
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2) Moment of impact - One of the eyes gets pressed closed. You can 
draw both eyes closed too. 


Various hand marks 


\ > 


3) While being hit - 
To make it look like a 
slap, don't raise the 
shoulder of the 
attacked-character. 


4) Aftermath - Keep the cheek that has been pushed by the hand as is. 










3. Slapping with the Back of the Hand 



As a visual directional choice 
some situations shov/ a ring 
and then move into a slap. 















WRAP! WHAP! 














Since the chest area, unlike the stomach 




is stiff, the overall image is rather^ heavr, 
The attacked-character's body m\\ not 
bend that much. 





An image of the body being sent flying or being thrust 
upward. 


Moving the jaw forward after the moment of impact creates the 
sensation of speed. 
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Line up the fingers for karate chops 
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Cave in the chest area to make the bones look like 
they are being broken. 


Kicks to the chest 
should shovt/ the 
attacked -character 
being kicked away 
from the attack- 
character. 













As a visual directional choice. 
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sometimes the entire body is 
sent flying for Chinese kung-fu 
movies. 
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the vanishing point 
far away. 







































Strike downward so that the edge of the hand 
and arms hit the target. Make sure the 
fingers are raised up a bit. 
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Note: Be it a blow from the fist or elbow or 
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PWAAP? 


A dropped, twisted waist gives mre power to tde 
blow. Turning tPe wrist downwards, as jllustrated, 
separate this move from standard elbow punches, 


Use downward elbow punches together 
wfth the whole body. Picture Images 
like dropping the waist from the elbow, 
crouching down from the elbow, etc., 
and draw them. 







The arrows depict 
the various 
directions in which 
the body parts 
move during a 
knee kick (e.g. 


BOO WOO! 













Dodging can be 
expressed by bendi! 
the neck and movin 
the body a little to t 
side. 


WflllFFF! 


Vi'HAAP! 










When the attacked -character is drawn like 
this it really looks like he has been hit. Note 
that the attack-character is the same for all 
these drawings. ^ 
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just avoided the attack. 
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1 . First decide the pose of the 


character throwing the punch 
and fix the path of the attack. 

2. Draw a character that 
dodges the path of the attack, 
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The entire body is not often drawn 
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Outline 


Inking 


The path of the slap 
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e weariness. 


Sweat, breath, frayed hair and dirt are all 
ways of expressing weariness. 


NllUKim 

NSviSTSiSli 

QlftflniQlQj 



lilElililiini 










f 



wi'p 


I \ 


Drawing Throws, 
Grabs and Grappling 
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While a lot depends on the set-up, in manga, if 
you clearly express who has thrown who. for the 
most part you don't need to explain how the throw 
was actually done or what kind of throw was used. 
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Usually at times when the character has been Tilting the head back gives the Raising the head makes the charac 


yp flung, the body has lost its energy so the legs sensation that the character has look like she is enduring the even! 

' ^ also bend. been defeated. 







I : I'ess the direction fronn which the character was flung with the hair. After being flung, the hair flutters 




































4. Grabbing Arms As a visual directional choice, the movement of the hand grabbing the arm can then be 

used to prevent the opponent from moving (i.e. turning a grappling move into a locking move). 










Twisting in an upward direction 








The chin 
rises. 


The nnore the opponent's 
chest is bent back, the 
harder it hurts. 
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A grab using the left hand 
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A grab using both hands 
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Drawing the lines of twisted character's back 
diagonally renders a mood of resignation. 




The character doi 
detaining presses 
against the other 
character's back. 
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Making use not only of straight effect 
lines but curved effect lines based on 
the setting brings out a mysterious 
ood. 








































































































wnen me cnaracter is joking 
grabbing the other, show a s 
relaxation. Draw the shoulde 
soft and relaxed with the ba 
straight. > 




3. Strangle Holds - Sleeper 

Sleeper holds apply pressure 
to the blood vessels In the 
neck arteries while strangle 
holds simply squeeze the 
neck. 
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The hip's rotation i 
reflected with the 
fluttering of the sk; 
as well as the lines 
on the pleats. 



Characters in a 'bare handed' pose can be 
practically applied for sword action scenes 
just as they are by putting swords and f 
shields in their hands. C. 







The skirt flutters up more after the kicking 
than at the moment of the kick. 
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The skirt during a front kick opens up. 
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The arm appears more gracious when 
far from the body and powerful if close 
to the body. In addition, whether or not 
the hand is clenched marks the 
difference between strength and grace, 





Sidekick - the skirt clings to the legs 
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direction of 










When the skirt flares up 
making a big show 



A variety of kicks can 
be expressed with 
the direction and 
angles of the oblique 
lines from below the 
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For two girls with about the same build, go for balance by keeping the 
thickness of the arms and leas about the same. 
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When the character is bent over the opponent, 
the upper-body is not visible. 
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ICHIGEK! (One Shot) 
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by Kimiko Morimoto 
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by Kunichika Harada 
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Just prior to the finished work 


Muscle & Weight, Speed & Gravity are Jammed into the Body. 


One of the keys to creating intensity is contrasting shadows. While the first, finely drawn, vertical 
oblique lines are conscious of the direction and momentum of the drop, the second oblique tines used 
on the body itself, when combined with the white sections hit by light, brings the well -hardened 
bodies into relief. Moreover, the well-balanced drawing of the masked wrestler comes as a result of 
the artist fully incorporating both the visible (head, arm & shoulder, widely spread legs) and the 
invisible body parts (thick chest & rounded back). Such ability to take both seen and unseen parts 
into account results in the weight and thickness of the muscles to come alive. As for the dropped 
character, the key to expressing the moment his arms and legs relinquish power lies in the subtle 
angling of his joints. In conclusion, powerful compositions are achieved through combining the layer 
of individual viewpoints atop that which sees the two bodies as one whole unit. 



























